U.S. Civil War reenacting has been a national phenomenon since its inception over fifty years ago. While reenacting, participants create historical impressions of Civil War era soldiers at camp and in battle. Impressions are created through donning period dress, emulating period behavior, and brandishing period accouterments and weaponry. Of all forms of historical reenacting in the United States, Civil War events are the most popular. They occur throughout the year, ranging from moderate-sized regional to large-scale national gatherings where thousands may join in the activity. Civil War reenacting culture and ritual has been examined through analysis of dress authenticity (Strauss, 2001) . My research extends the study of reenactor dress authenticity using techniques of visual anthropology and DeLong's (1998) visual analysis to construct a pattern categorization of male Confederate reenactor images based upon perceptions of dress authenticity.
Outwardly, Civil War reenacting appears to be a weekend hobby where reenactors in scripted fashion arrive at a site, establish military and civilian camps, and stage mock battles, period religious services, recruiting rallies, and balls. Although some have argued Civil War reenacting is a reflection of unresolved issues still emanating from the century old conflict (Horwitz, 1998; Warren 1961) , others have viewed reenacting as a response to the contemporary social milieu. For example, Allred (1996) regarded reenacting as a postmodern "flight from an age of isolation and fragmentation into an age of community and shared ideals" (p. 7). Handler and Saxton (1988) also placed reenacting in a postmodern context, suggesting that "practitioners seek . . . an authentic world . . . to realize themselves through the simulation of historical worlds" (p. 243). Hall (1994) postulated that reenacting was a postmodern, nostalgic impulse in response to social, political, and economic turmoil of late capitalism. Turner (1990) saw reenacting as a public expression of self. Finally, Belk and Costa (1998) viewed reenacting as a forum for challenging a "number of American values such as reverence for nature, frontier as freedom, individualism, materialism and statusless egalitarianism" (p. 32).
Elements of ritual abound in Civil War reenacting (Allred, 1996) . A ritual is a formal, customarily repeated system of rites or acts (American Heritage Dictionary, 1996) . For example, Allred identified quasi-religious, ritualized, and ceremonial behaviors at Civil War reenactments such as selfsacrifice and resurrection. When ritualized behaviors are expressed, it is possible to interpret the culture within which the rituals are embedded (Geertz,1973; Turner, 1987) . Rituals are expressed in varying forms, including dress, which can be viewed as a form of symbolic behavior available for the interpretation of culture (Lynch, 1999) . Miller (1997 Miller ( , 1998 made one of the early attempts to understand the symbolic nature of reenactor dress in a broader study of recreational costume. In earlier work, I demonstrated that the authenticity of dress in Civil War reenacting could be analyzed for underlying motivations of participants (Strauss, 2001) . Through development of a framework for identifying varying levels of dress authenticity, I found examples of political motivation and male gender construction communicated through reenactor dress. 
Visual Anthropology
Ritual and ceremony as visual manifestations of culture offer rich rewards for those probing cultural meaning of dress and appearance (Ball, 1998; MacDougall, 1997) . Therefore, capturing the complexities of visual culture with accuracy is a primary challenge for field workers (Collier & Collier, 1986) . To that end, the camera has served as an effective, perhaps essential tool for gathering visual information (Collier & Collier, 1986; Meade,1975) . "The analytical advantages conferred by the relatively permanent stored photographic record are immense . . . Extensive inspection of a photograph has the potential to furnish more information and enable greater analytical conjecture about the recorded scene than it is possible to fashion from a brief observational glance" (Ball, 1998, p. 142) .
The earliest uses of visual techniques in anthropology involved cinematic studies of culture and the character within, such as Flaherty's (1922) Nanook of the North and Malinowski's (1922) Argonauts of the Western Pacific. Although anthropologists initially accomplished visual anthropology with cinematic tools, the "still" photographic approach to visual anthropology was later introduced in Bateson's and Mead's (1942) study of Balinese culture. They argued that it was only through photography that certain aspects of the Balinese character could be revealed. Furthermore, they provided one of the first analytical frameworks used to capture and interpret visual findings. Worth and Adair (1972) experimented with a variant of visual anthropology when studying the cultural context of the Navajo tribe by training Native Americans to create their own photographic record.
Photographic images were also used by ethnographers to create inventories of material culture. "The photographic inventory can record not only the range of artifacts . . . but also their relationship to each other, the style of their placement in space, [and] the way in which people use and order their . . . possessions" (Collier & Collier, p. 45) . In a study of Tibetan Buddhists in Himalayan India, Ball (1998) used a photographic record to assess material culture of the inhabitants, concluding that "ethnographic analysis framed around aspects of a culture's visual availability and the ethnographer's visual competence might be promoted as a productive and accountable ethnographic variant" (p. 146). Examining the authenticity of material culture, Hendry (1997) used visual anthropology to conduct a comparative analysis of Japanese and British gardens.
Photographic imagery has also been used to enhance ethnographic interviews. "The impact of photographs in interviewing is in the response to imagery reflective of the life experience of the informant" (Collier & Collier, p. 122) . Photographs can also elicit meaning in the form of feelings from the informant in a similar way that images do in the Rorschach or Thematic Apperception tests. For example, Schratz and Steiner-Loffler (1998) developed an approach to (self-)evaluate effectiveness of learning environments by studying visual images captured by grade school students. Images were used to analyze and then improve the social situation between students as well as the physical surroundings of the institution.
In sum, the central tenet of visual anthropology as a research approach is that it is "not about the visual per se," but about decoding from visual data, a "range of culturally inflected relationships enmeshed and encoded in the visual" (MacDougall, 1997, p. 288) . The focus of this research was a visual evaluation of dress authenticity, which is a central theme in Civil War reenacting (Strauss, 2001) . The methods used in this study drew most heavily from visual anthropology's systematized and structured approach for collecting, analyzing, decoding, and converting photographic data into written forms of communication. After initial collection of images, a typical analytical approach would be to first order or organize the photographic data by developing pattern categories of similar images. The process would then be followed by a structured analysis to discern how and why pattern categories differ from each other through detailed deconstruction of the images. This "micro-analysis" of visual data can then be translated into comparative profiles of emerged patterns (Collier & Collier, 1986; Prosser, 1998) .
Visual Analysis
Collier and Collier (1986) instruct visual anthropologists to use an organized technique for selecting imagery, followed by a systematic method to extract, decode, and interpret cultural phenomena embedded in the images. Consequently, a method for decoding and interpreting a visually descriptive analysis of reenactor dress was an essential tool for this study. In previous research, Lynch, Michelman, and Hegland (1998) "demonstrated that visual perception of form [was] an important component [for] analyzing the cultural meaning of dress" (p. 155). They did so by testing the utility of DeLong's (1998) system of visual analysis for the "ethnographic study of populations outside the mainstream, including cross-cultural and intrasocietal contexts" (Lynch et al., 1998, p. 145 ). DeLong's (1998) method of visual analysis was developed to systematically examine the dressed body in an effort to discern aesthetic patterns. Lynch et al. (1998) concluded that, "Delong's framework, when combined with fieldwork methodology, [was] a useful tool in differentiating and exploring the meaning of visual categories of dressed appearance" (p. 155).
Originally intended for aesthetic analysis of dress, DeLong's (1998) framework for visual analysis is a method to systematically record and evaluate a response to a dressed form in space, referred to as the apparel-body-construct, which "includes the body and how the clothing and body interrelate" (p. 11). A form in space is constructed of visual parts composed of varying "colors, textures, lines, and shapes that create a particular characteristic or look" (p. 13). How the visual parts are ordered within the whole is referred to as its structure, and observers cue into the form's coherence, or how the components of the form hold together. Upon observation, viewers attempt to perceive order and discern relationships by grouping together or differentiating the components of a structure. Parts that are seen to separate from the whole can focus a viewer's attention, and contrasts or similarities in the apparel-body-construct can be used to infer relationships. The seeking of relationships occurs in ordered fashion and is referred to as defining spatial priorities in a visual field. In a cumulative manner, the spatial prioritization proceeds through three basic levels, beginning with perception of the object's silhouette, followed by observation of parts within the boundary of the silhouette, and finishing with evaluation of the object's surface properties.
The three levels of spatial priority are each viewed along their own respective continua. The silhouette's boundaries in surrounding space are viewed as either closed, typified by clarity and separation in relation to the surround, or open, not appearing self-contained and interacting with the surround. Parts within the silhouette are viewed along two continuous dimensions: (a) whole-to-part/part-to-whole viewing and (b) figure-ground integration/figure-ground separation. Whole-to-part viewing is perception first of the entire form then its respective parts, and part-to-whole viewing is the converse. Figure- ground speaks to forward-backward spatial relationships or what objects appear to advance visually from a silhouette's surface. Figure represents a thing with object quality, whereas ground appears to lie behind and surround the figure. Figure- ground integrated implies blending between the figure and the surrounding ground, while figure-ground separated renders a figure that is distinctly defined relative to the ground. Finally, the surface of the silhouette can be viewed as flat-rounded or determinate-indeterminate. Flat surfaces are smooth, non-reflecting, and two dimensional, whereas round surfaces are curved, reflecting, three-dimensional. Determinate surfaces appear definite, sharp, regular, and clear-cut, while indeterminate surfaces appear less definite, ambiguous, irregular, and soft edged.
From an ethnographic perspective of dress, Lynch et al. (1998) found that dress ensembles fall into pattern categories of varying cultural distinction and were distinguishable by DeLong's method of visual analysis. For example, among the Hmong of Minneapolis, Lynch et al. (1998) found women's traditional style ensembles to be closed, determinate, and rounded, which was representative of longstanding constructions of gender and related body form expectations.
In contrast, "new style" ensembles were open, indeterminate, and less rounded, reflecting revised gender constructions of young women assimilating the cultural values of the United States.
Purpose of the Research
The research reported in this paper is an extension of my original analysis (Strauss, 2001) in which I began the process of critically examining authenticity and its relationship to Civil War reenactor dress 2 . At the inception of the research, there was no accepted standard for dress authenticity among reenactors, so developing a basis to adequately understand it was an important research goal. My initial study (Strauss, 2001 ) identified individual elements that contributed to or detracted from the construction of an authentic dress impression. In addition, the research established how idiosyncratic anomalies in an impression's authenticity can be decoded to indicate reenactors motivations, which in turn sheds light on conflicts expressed in the form of ritual.
The purpose of this current study was to continue interpretation of reenactor dress authenticity with a goal of further expanding understanding of the hobby's culture. The original research viewed the elements of dress authenticity individually, as parts of a whole. Though relationships between the variables were suggested, a sum-of-the-parts, gestalt-like assessment of dress authenticity had yet to be accomplished. To that end, this current study used the methods of visual anthropology and visual analysis to assess and interpret Confederate male reenactor photographs in which the dress ensemble was imaged in its entirety. As in my previous research, Confederate reenacting was chosen for this study because of the ambivalence surrounding historical impressions associated with slavery, the use of emblems representing white supremacy, and the continuing tension between political correctness and Southern white cultural heritage.
The specific purposes of this research were as follows: 1. To use the techniques of visual anthropology to determine if photographic images of Confederate reenactors could be consigned to distinct pattern categories, clustering as a function of authenticity, resulting in the creation of a taxonomy of reenactor images.
To use the techniques of visual anthropology and visual
analysis to analyze and interpret the basis upon which Confederate reenactor images clustered into distinct pattern categories of dress authenticity.
3. To assess whether different meanings could be interpreted from or associated with the various photographic pattern categories.
a broad spectrum of authenticity and were fairly evenly distributed across that spectrum. The final selected images were reproduced in 8 by 10 inch color format photographs for subsequent analysis.
Analyzing Photographic Images of Confederate Reenactors
The second phase of this research involved analysis of the selected data base images by a panel of reenactors who were well acquainted with concepts of historic dress authenticity. The initial review panel consisted of three reenactors from the unit with which I had participated. Each panel member possessed five or more years experience in the hobby and represented one of the most serious reenacting groups in the Midwest. At regional events, their unit was visually distinguishable as adhering to a higher than average standard of authenticity, and their World Wide Web site has garnered numerous authenticity awards for the contents reflecting the group's reenacting activities.
According to guidelines recommended by Collier and Collier (1986) , the process by which the panel analyzed the photographic images was systematic, beginning with an overview of all the images to establish a general understanding of their content. Whether an individual was singular or one of a group within a photograph, the panel was instructed to study individuals on a one-by-one basis. After the overview, an inventory of image material content was developed, followed by a focused analysis and consignment of the individuals into categories. The panel was requested to come to a consensus regarding the final consignment of any individual into a category. In the event that the review panel could not reach a consensus, that particular individual would have been removed from the data base; however, this eventuality never occurred as the review panel was always capable of reaching consensus. After sorting, the panel was requested to review each image again and articulate the basis upon which the sort was made. Finally, the panel was requested to infer from the images the personalities or temperaments of the photographed reenactors. During this process all discussions were recorded on tape, which was transcribed. In addition, the researcher took handwritten notes in a journal during the session.
In a later session, the image groupings were reconsidered by the original panel in addition to three other members of the same reenacting unit. Finally, the image groupings were cross-referenced with a completely different group of reenactors, also well respected for their knowledge of dress authenticity. Notes were taken at all sessions when images were reviewed.
Research Methods
This research was qualitative, designed to explore the nature of reenactor dress authenticity rather than to predict dress behavior. The research methods centered on the analysis of photographic images of Confederate reenactors using the approaches of visual anthropology and visual analysis. The data archive for this research included photographs, field notes, tape-recorded interviews and transcriptions. Explanation of the methods follows.
Creating Photographic Images of Confederate Reenactors
The initial phase of this work was to create a data base of Confederate reenactor images representing a reasonably broad spectrum of dress authenticity. The images were captured at the reenactment of the battle of Chickamauga, which took place outside Chattanooga, Tennessee in late summer 1999. Several thousand Confederate reenactors from around the country attended. I photographed 125 of them using a Kodak DC 265 digital camera equipped with a zoom lens. Having spent an entire reenacting season as a participant observer prior to this event, I was experienced enough to recognize the variations in authenticity required to create the desired data base of images 3 . Images were captured in a random fashion as I wandered through the reenactment site during the event. As per the approach recommended by Collier and Collier (1986) , the images were standardized to the extent possible. An unobstructed frontal view of a fully equipped Confederate infantry reenactor was the goal for an acceptable data base image. A fully equipped reenactor was one in complete uniform and in possession of the various accouterments and weaponry that comprise a Civil War reenactor's historical impression. In all cases permission was requested to photograph the reenactor.
The image database consisted of both individuals and groups, ranging from one to three reenactors. The database was edited down to the best 52 images of individuals based primarily upon the visibility of the reenactor's dress, which was largely a function of pose and lighting. For group photographs the acceptable individuals within the group were noted for subsequent analysis. In some cases, a group photograph contained some individuals that were ruled out for subsequent analysis. In other cases, all the individuals in the group were acceptable for the research. Reasons for ruling out an individual were usually either a pose that obscured a full frontal view or a reenactor not fully equipped during the time of the photograph. At completion, the data base of images appeared to represent 3 The details of my participant observation can be found in the methods section of Strauss (2001) .
Results and Discussion
The results are given briefly below, with a detailed discussion following: 1. Analysis of the individual images by the review panel resulted in the construction of four distinct pattern categories that were distinguishable by varying levels of flaws in dress authenticity.
2. Analysis of the perceptual process used by the review panel to consign the images of individual Confederate Civil War reenactors to their respective categories indicated that specific visual cues were used by the panel to distinguish differing levels of authenticity. 3. The review panel response to the images of individual reenactor images varied as a function of authenticity, demonstrating differing inferences of meaning about personality or temperament from the various pattern categories.
Emergent Pattern Categories of Confederate Civil War Reenactors
Four distinct pattern categories of images emerged from the panel's analysis of the photographs. Pattern categories emerged as a function of varying levels of dress authenticity. This result was consistent with my previous findings (Strauss, 2001) , where I found that the dress of Civil War reenactors existed along a continuum ranging from low to high levels of authenticity. In my previous work dress authenticity was a function of a number of variables, such as reenactor commitment to material culture research and the capacity to acquire reproduction items that match specifications of materials from the past. In descending order of authenticity, the image categories were given the following names by the panel: hardcore, progressive, mainstream, and farb. Of the names assigned to the various pattern categories, I was familiar with the two extremes, hardcore and farb; however, the panel informed me that all the names that they assigned to the pattern categories were commonly known among the reenacting community. The pre-existence of category names implies that reenactors have been informally classifying each other prior to this study. Discussion of each pattern category follows:
Hardcore pattern category. Those reenactors whose images exhibited the highest form of authenticity were referred to by the review panel as hardcore, an example of which can be seen in Figure 1 . From an authenticity viewpoint, the review panel judged hardcore reenactors as creating an almost flawless impression. The etymology of the term hardcore stems from the intense commitment in personal time and resources required of reenactors to reach the highest form of authenticity. Of the 52 images reviewed, only 4 fell into this category. Although specific population inferences cannot be made in this study with statistical confidence, it is possible to state that hardcore reenactors were in a minority at the events that I have attended.
The evaluation by the panel involved a process whereby they articulated the basis upon which selections were made. In other words, the panel was challenged to describe what made the impressions of the hardcore appear so flawless. For this particular pattern category the panel had difficulty clearly expressing themselves. There was a seemingly mystical aura about the images that defied description. It was as though the reenactor images perfectly evoked the sense of looking at an actual period photograph. Despite being initially tongue tied, the panel, when pressed for further details made comments such as follows, "its hard to tell . . . they have this look . . . it's just that right combination of hat, uniform, and gear . . . they're reminiscent of actual period photos . . . you almost swear those are natural scenes . . . there's something about the posture too . . . yeah, those guys have studied old pictures, they know how to pose . . ."
In sum, the appropriate elements for a flawless image were in place within the hardcore category. The reenactors possessed near perfect reproduction uniforms and accouterments. In addition, the uniforms were worn properly and appeared appropriately weathered and "broken-in." Including period hairstyles, facial hair, and studied postures, the hardcore images were almost perfectly evocative of the past. The review panel was impressed, perhaps awed by the images of the hardcore reenactors.
Progressive pattern category. Just slightly lower on the scale of dress authenticity were the images consigned to the progressive pattern category, an example of which can be seen in Figure 2 . The review panel judged progressive impressions as being very good; however, they just fell short of making it into the upper most hardcore category of authenticity. Of the 52 images, 13 fell into the progressive category. The review panel concluded that progressive impressions differed from the hardcore on the basis of minor flaws. Comments were made by panel members that focused on the minor flaws, such as "not quite perfect . . . overall a good impression, but perhaps too clean . . . maybe the cuffs on that jacket are a little too big . . . his musket still has blueing on it . . . he looks too together to be hardcore . . . too neat . . . doesn't quite have the look . . . he has a good look, he's ragged enough and dirty, he's trying, working at it, but his hair's too long . . ." The term progressive implies continual movement towards an ideal authentic impression. Progressive reenactors spend a significant amount of time researching their impressions and most often possess high quality reproductions for their uniforms and accouterments. Despite the energy applied toward creating a perfect impression, these reenactors still evidenced slight flaws in material culture or personal appearance, detracting just enough to ruin the flawless perfection that hardcore reenactors create. It is appropriate to note here that the review panel, who were well respected in the mid-western region for the authenticity of their impressions, viewed themselves not as hardcore but as progressive reenactors. Mainstream pattern category. Third on the list in descending order of authenticity were those images the panel termed mainstream reenactors, an example of which can be seen in Figure 3 . The preponderance of reenactor images fell into this category, with 23 of 52 classified as mainstream. The term mainstream implies that most reenactors actually do fall into this category. The images consigned to this pattern category were of reenactors equipped with standard generic uniforms and equipment; however, they were distinguished from the more authentic categories by what the panel considered serious authenticity flaws in their impressions. This pattern category of reenactors was described by the panel as being adversely impacted by insufficient understanding of period material culture, leaving them open to failures in judgment when making purchases or wearing their equipment. According to one panel member, "mainstream reenactors look like they just walked out of a sutler's tent with what they thought looked interesting or cool rather than making choices upon historically-based judgment." Another panel member stated that being consigned to the mainstream category "can twist or turn on a single item" that might create a serious visible flaw. Flaws ranged from the materials of which the reproductions were constructed, to how the uniform and various accouterments were worn, and finally to the presence of inauthentic embellishments to the uniforms. Common "serious" flaws identified by the panel included shapeless, inauthentic wool felt hats; incorrect uniform fabric color; inappropriate footwear; careless wearing of accouterments, such as a cartridge pouch worn too low or on the wrong side of the body; non-standard reproductions, such as stainless steel canteens; and finally unnecessary affectations such as decorative hat brass and hat cords.
Farb pattern category. Reenactor images consigned to the farb category exhibited seriously compromised forms of dress authenticity, an example of which can be seen in Figure 4 . Of the 52 total images, 12 fell into the farb category. The most commonly held etymology for the term farb is that it is a shortened form of the expression "far be it for me to criticize your impression, however . . ." While the cue used by the review panel to distinguish mainstream reenactor images from others was the serious flaw, the cue that distinguished the farb from other higher forms of authenticity was the egregious flaw. An egregious flaw was defined as a deviation from the authentic so flagrant it almost entirely destroyed the credibility of the reenactor's impression. A single egregious flaw could ruin an impression; however, farbs analyzed in the images often presented the observers with multiple egregious flaws. Examples of egregious flaws included large non-period knives, non-period eye-wear, excessive weaponry, grossly oversized haversacks, modern-day apparel such as chamois shirts and street shoes, or headgear reflecting other historical time periods such as a Vietnam style bush hat. The significant compromises in authenticity created by the egregious flaws were viewed by the panel as an assault upon the foundations of the reenacting hobby. Comments from the panel regarding farbs were sometimes emotionally laden, such as "those farbs wound me when I look at them . . . to classify a guy as a farb, he's got to be really offensive . . . there is something [in their impression] that screams 'I do not belong here' . . ."
In sum, the four pattern categories identified by the review panel were distinguishable from each other primarily as a function of varying degrees of authenticity. Degree of authenticity appeared inversely proportional to the magnitude of flaws visible in the images. As I observed the review panel in their deliberations, discriminatory decisions or pattern categorizations were largely influenced by the magnitude of visible flaws evident in dress authenticity. The hardcore were viewed as having presented essentially flawless historical images of the past, whereas the progressives were just separated from them by minor flaws in their impressions. The mainstream reenactors were characterized with significant flaws, and finally the farb impressions were rife with egregious, credibility destroying flaws. 
DeLong's Visual Analysis: Visual Cues and Pattern Categories
Placed in the context of DeLong's (1998) visual analysis system, each reenactor image was viewed by the panel as a "dressed form in space," referred to in her work as the "apparel-body-construct." DeLong's system offered a framework for how observers perceive the structure of a dressed form in space, where structure is a function of form coherence, or how visual parts or components of the form hold together. In this research, it was evident from watching the review panel's deliberations that as authenticity flaws in the images progressively increased there was a corresponding change in perception of the form. As the magnitude of flaws increased, the images of the individuals tended to progressively disaggregate from a unified gestalt-like whole at both the silhouette and within-silhouette perceptual fields. This phenomenon was in harmony with DeLong's assertion that a viewer discerns relationships by either grouping together or differentiating the components of a form's structure. In the case of this research, a perfectly authentic image was perceived as a "grouped together," coherent form in space, whereas the presence of flaws changed perception, causing a progressively increased disruption of the form's structural coherence as flaws elevated in magnitude.
Also consistent with DeLong's (1998) system, the review panel appeared to follow a systematic process of spacial prioritization during assessment and categorization of the images. I observed that the panel usually began their analytical process with a view of how the reenactor's overall silhouette interacted with the surround, followed by observation of the parts within the boundary of the silhouette. Though DeLong suggested that observers might also evaluate the object's surface properties, I did not witness this to occur during pattern categorization, which suggests that application of the various elements of DeLong's system may be context dependent when utilized beyond its original intent of aesthetic analysis.
As suggested earlier, the perception of form varied as a function of authenticity, or the magnitude of flaws in the reenactor's impression. The form in space created by an essentially flawless hardcore image was seen by the panel as an aggregate, gestalt-like whole. In other words, the hardcore silhouette was viewed as closed and largely separated from the surround. In actuality, Confederate Civil War soldiers spent extensive time on the march, maintaining a light, compact array of both uniform and equipment for the sake of efficiency and survival. In addition, veteran Confederate soldiers learned that presenting as small a target or silhouette as possible would reduce the probability of being hit by an enemy musket ball. Consequently actual Confederate infantrymen presented a compact, closed silhouette to the surround; thus, a reenactor creating a flawless impression would endeavor to do the same.
The structural elements within the hardcore reenactor's silhouette were perceived by the panel in terms of whole-topart viewing, with strong figure-ground integration. When presented with a hardcore image, the review panel did not initially discern elements emerging from the ground. Conversely with less authentic forms, it was often flaws that emerged from the ground and initiated part-to-whole viewing. Since hardcore images were perceived as being essentially flawless, there were no flaws that visibly leapt out to cause figure-ground separation or to break apart the whole. A closed silhouette, whole-to-part viewing, and a strong figure-ground integration combined to form what the review panel termed "the look" among hardcore reenactors.
Similar to the hardcore images, the review panel perceived the silhouettes of progressive reenactors as compact, closed, and separate from the surround. This response was not surprising, as the progressive category of reenactors was also considered relatively high in degree of authenticity; thus, it should be expected that progressives be adept enough to closely emulate the silhouette of an actual Civil War soldier with their impressions. On the other hand, the progressive reenactors were distinguishable from the hardcore by the presence of minor flaws. Although the flaws did not immediately leap out of the ground, after some initial period of study by the panel the flaws did emerge and were noticeable. Minor flaws, such as hair length, musket finish, or cuff size separated in the perceptual field within the silhouette, causing some small degree of part-to-whole viewing and figure-ground separation. It was these minor disturbances in the integrity of the silhouette's perceptual field that detracted enough from the reenactor's form to destroy the "look" and thus cause the image to be consigned to the slightly less authentic progressive category.
As authenticity of the images in other pattern categories such as the mainstream and farbs diminished and the magnitude of flaws increased, the review panel noticed a corresponding disruption in the form's silhouette, as well as within the silhouette. Mainstream reenactors, characterized by the presence of serious flaws, were seen to have more opened silhouettes as flaws were frequently the result of oversized equipment, such as poorly arranged bedrolls or floppy, irregularly shaped hats. Within the silhouette, flaws such as misplaced equipment, wrong colored trousers, and inauthentic adornments like garish brass insignia and hat cords emerged from the ground, resulting in part-to-whole viewing, as well as figure ground separation. For mainstream images, the separation of parts within the silhouette was noticed fairly quickly by the panel of reviewers. Comments such as "that hat is atrocious" or "that hat brass is just so looming" were stated relatively soon after the panel was presented with the image. This quick response was markedly different from the progressive images where the panel had to take time to "search out" the flaws.
Perceptual response of the review panel to the images of farb impressions was similar in trend to that of the mainstream but differed by degree. The commingling of the farb silhouettes with the surround was greater in magnitude than that of the mainstream, resulting in an even more open view. For example, farbs were often characterized by reproduction equipment grossly out of proportion with actual period items. Excessively oversized haversacks for carrying food and personal items, as well as oversized, western influenced headgear were two common flaws that caused large disruptions of the silhouette and were consequently considered egregious by the review panel. Within the silhouette, the form's structure was characterized by items that emerged from the ground, resulting in fairly significant part-to-whole viewing and figure-ground separation. The items that emerged from the ground were, in the view of the Volume 20
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2002 107 panel, noticeable almost instantly. In fact, there was a typical, dismayed "oh my" response by the panel members as soon as they focused their eyes on the farb images. In sum, farbs were distinguishable by open silhouettes, part-to-whole viewing, and a high degree of figure-ground separation. Beyond being recognizable by open silhouettes, part-towhole viewing, and figure-ground separation, farbs were also distinguishable by the character of the items emerging from the ground. Emergent items, such as contemporary eye glasses, headgear, and adornments were considered highly inappropriate and inauthentic. Farbs were thus distinguishable from other reenactors by the degree of inauthenticity of those emergent objects. The degree of inauthenticity combined with the rapid emergence of the item from the ground accounted for the "oh my" response from the review panel when first encountering the farb images.
Interpreting Meaning From Image Pattern Categories of Confederate Reenactors
It was one of the goals of this research to ascertain whether the review panel could interpret meaning from their perceptions of reenactor images. Human capacity to derive meaning from interpretation of the apparel-body-construct was documented by DeLong (1998) . In related work, O'Hanlon (1989) linked perceptions of meaning in such matters as moral authority and social status to the pattern categories of dress and adornment among the Wahgi of Papua New Guinea. When assessing meaning from perception of images, DeLong advised that perceptual interaction with the apparel-body-construct was affected by its form, the context in which it is embedded, and the viewer. It is important to note again that the review panel considered themselves progressive reenactors; thus, perceptions and meanings derived from images were colored by their own prior experiences and biases regarding reenacting culture.
The specific task put before the review panel was to infer meaning from the images, which in this case was to deduce the personality or temperament of the photographed reenactors. In this research, inferences about reenactor personalities stratified along the lines of the various image pattern categories. For example, among the review panel there was ambivalence ranging from admiration to discomfort with the personalities that they inferred from the hardcore images. Reviewers expressed admiration for the knowledge, energy, and commitment that the photographed individuals demonstrated with their capacity to create an almost exact emulation of the past. They also expressed some degree of discomfort with the images because past encounters with hardcore reenactors were not always pleasant. For the panel members, hardcore reenactors were often experienced as impatient with less authentic reenactors, hypercritical, inaccessible, and possessing "holier than thou" attitudes. On the other hand, progressives, who were most similar to the panel members themselves, were viewed very favorably. Using the words of the panel, progressives were perceived as "good guys . . . guys to hang out with . . . approachable . . . someone to learn from."
Although not particularly enamored with mainstream reenactors, but realizing at the same time that the greatest mass of reenactors fell in this category, the panel viewed their images somewhat neutrally. Mainstream reenactors were viewed as careless with their impressions, but not so careless as to be considered objectionable people. To the panel, mainstream reenactors seemed to be people of acceptable character, though they were accepted with a sense of resignation. In the words of the panel, "that's the hobby . . . it's dominated by people like that . . . I am not particularly interested in spending much time with them, but without them we wouldn't have a hobby."
The most ire was aimed toward the farb images. Farbs were dismissed as marginal personalities with questionable intellect and insufficient knowledge of Civil War history. The panel members were most offended by their extravagant departures from authenticity and suggested that farbs appeared to be compensating for lack of self-esteem and failed accomplishment in their everyday lives. One panel member said farbs appear to be "making up for something missing in their lives." Despite the panel's dismissal of farbs, my previous research indicated that farb-like authenticity flaws can be quite revealing, serving as articulate expressions of the meaning of dress in the hobby (Strauss, 2001) .
In sum, the outcome of this last phase of research is consistent with DeLong (1998), who suggested that interpretations of meaning taken from perceptions of the apparel-body-construct are framed within a collection of rules or guidelines that have been established by consent or custom. The review panel, which consisted of very experienced and serious reenactors, demonstrated that they possessed an experienced-based set of accepted conventions regarding impression authenticity of reenactors through their joint capacity to generate distinct pattern categorizations and subsequent interpretations of meaning. Within their known conventions, they established pattern categories based upon the magnitude of impression flaws that they could discern from the images. Similarly, they generated judgements about the personalities of the images in a manner corresponding to the presence of flaws in authenticity.
Finally, the inferences drawn about reenactor personalities from the evaluation of their dress speak to a stratification in the hobby that occurs along lines of authenticity. This finding supports my previous work, in which it was concluded the quest for authenticity segmented the hobby (Strauss, 2001 ). More specifically, reenactors were found to stratify into groups by level of commitment to the ideals of the hobby, and dress was the key cue for discerning level of dedication to authenticity. Furthermore, it was found that debate stirred in the hobby about the relative importance of "exacting" levels of authenticity and attitude differences about this importance created a tangible friction among participants. The range of positive and negative feelings that the panel had for reenactors who fell into the different pattern categories further confirmed the notion that friction occurs between participants along the lines of dress authenticity.
Conclusions
Both visual anthropology and visual analysis served as useful tools for ethnographic study of Confederate Civil War reenactor dress. Methods of visual anthropology laid the foundation for data gathering in the form of photographic images and subsequent systematic analysis of the images by a panel of experienced reenactors. This work established that reenactor images can be segmented into four categories that cluster along varying levels of dress authenticity. The level of dress authenticity was determined largely by the presence and magnitude of impression flaws visible in the images. Four pattern categories of reenactor images could be discerned from each other as a result of a progression of authenticity flaws, the magnitude of which distinguished one pattern category from the other. The categories ranged from the highly authentic and flawless hardcore to the least authentic farbs, whose impressions were so egregiously flawed their credibility as reenactors was questioned by the review panel.
DeLong's (1998) system of visual analysis offered a framework for understanding how the review panel distinguished pattern categories at the perceptual level. As the pattern categories changed from highly authentic to least authentic, there was a corresponding opening of the form's silhouette, increased part-to-whole viewing, and increased figure-ground separation. All of the aforementioned changes in visible form were caused by flaws of varying magnitude that emerged perceptually from the form. On one extreme, the highly authentic hardcore images presented to the viewer a form with tight silhouette, whole-to-part viewing and very little, if any figure-ground separation, primarily because of an absence of flaws to disturb the silhouette's outline or emerge from the ground within the silhouette. On the other extreme, the least authentic farbs were characterized by egregious flaws that disturbed the outline of the silhouette causing it to open up or emerge from the ground within the perceptual field of the silhouette. It was also discovered that the value system of the observers impacted the application of DeLong's framework. Though observers normally perceive form in terms of colors, textures, lines and shapes, experienced reenactors also perceived form in terms of authenticity of the structure's various elements.
Finally, it was demonstrated in this research that meaning from dress could be associated with the various pattern categories. In the case of this research, meaning from dress was revealed in the form of inferences about reenactor personalities. The inferences drawn regarding the personalities of the reenactor images were found to vary with levels of authenticity discerned among the four pattern categories defined in this research. The inferences drawn were influenced by the review panel's own conventions developed through years of experience in the hobby. Future work will include exploration of the meaning of reenactor dress beyond what was uncovered in this study, including a more thorough assessment of the relationship of Civil War reenacting to expressions of masculinity and social/political discontent.
